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A series of charcoal pictures »The Passion« of Otto Pankok
─  The background of the production ─
NODA Yubii  
Otto Pankok (1893–1966) is primarily known as a painter who was one of the main members of 
the modern artist group Das Junge Rheinland. Das Junge Rheinland, which was established in Düsseldorf 
in 1919, became an important base of the modern art movement alongside Dada, Die Neue Sachlichkeit 
and Bauhaus etc. during the Weimar Republic era. Many of its members, including Pankok, used realism 
inheriting expressionism. During the Nazi era, their art did not meet the standards regulated by the Nazi 
regime and they were forced to choose whether they would resist by adhering to their own principles, or 
comply reluctantly or aggressively.
 In this article one focalizes the artistic activity of Pankok who resisted the Nazi standards 
consistently. He continued to depict the Sinti and the Jews positively while they were targeted by the racial 
discrimination policy in the Nazi era. In particular, a series of 60 black–and–white charcoal pictures »The 
Passion« in which the Sinti were drawn as some of the models (1933–1934) is a collective achievement 
early in this period. At the same time these works triggered resistance. The persecution of Pankok by the 
Nazis started when he tried to present some of his works at the exhibition “Westfront 1933”. In this paper 
the background of the creation of Pankok’s works is explored.  Also the author explores how Pankok tried 
to exhibit his works and the one volume of his works which was actually published, but was banned from 
distribution. These are presented based on the investigation of primary literature and secondary literature 
preserved at the Pankok Museum Haus Esselt: 1) The background of the exhibitions and the publishing of 
the works and of the persecution, 2) the composition of this series, 3) the relationship between several figures 
such as the Virgin Mary in »The Passion« and the Sinti models, etc.
 The following five ideas are presented: 1) Pankok wanted to make his works public until he 
was restricted by the Nazis, 2) the whole series is in a depressed atmosphere, 3) the scenes of torture and 
crucifixion are expressed, as if they appeal to the viewer’s mind directly, by referring to pictures about the 
Passion by some of the Renaissance’s artists such as Albrecht Dürer and other modern artists, 4) he depicted 
the contents of the Gospel relatively easily, not esoterically, and 5) in his works he drew expressions and acts 
of the characters in emphasis. Through Pankok’s works he tried to confront the Germans with the reality 
occurring in front of them. That is why the series ends with the scene where Christ as “the pure person” is 
killed cruelly by people and not with the resurrection.
 Pankok tried to create his own art by approaching and communicating with “others” such as the 
Sinti. The result appeared as many lively Sinti portraits and »The Passion«. In »The Passion«, the Sinti are 
depicted not only as the persons who were persecuted, but also as the persons to persecute. It is thought that 
Pankok expressed that the Sinti are also human beings who are weak and foolish, as well as Germans, that is to 
say, that he expressed human beings themselves in these works.
